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THESIS PROPOSAL
In an attempt to personally define the emotional qualities of light, color and
human expression, I will produce a series of portraits which explore the
physical and psychological relationship of a person to his or her environment.
of that person to his or her environment. I am interested in evoking a mood
through the choice of a setting, lighting, facial expression and gesture.
PROCEDURE:
1 . Iwill produce a series ofphotographs which explore the emotional qualities
light, color and human expression.
2. I will investigate color photographic processes such as cibachrome,
polaroid, hand-coloring, and dye-transfer.
3. I will use both natural and artifical light to create the photographs.
4. The majority of the workwill be shotwith amedium format camera.
5. The thesis exhibition,
"Repose,"
was held inMarch of 1985 at the Arlington
Gallery in Rochester, New York.
"Diane Blazy's work is reminiscent of early twentieth century pictorialist
photography and her style ofcoloring resembles the autochrome process used at
that time by Alfred Steiglitz and Edward Steichen. Many ofher photographs
feature settings that recall earlier eras and include a young single woman
dressed in beautiful and highly feminine clothing. The model serves as a
symbolic stand-in forBlazy's own feelings and experiences as a woman. Light
reveals forms and textures, accentuates areas of the composition and transforms
interior spaces."
Bruce Weber
"Fact and Fiction"
The State ofFlorida Photography
March 1990
BEAUTY ISA FORM OF LIFE
THAT EMERGES INMOMENTS
OF INTENSE EMOTIONAL CONNECTION
Edward Steichen
Inmy photographs, I seek to reveal the beauty I see in life through light,
color and form. I make photographs out of a need to create and to share my
vision with others. It may be the desire to capture the expression and gesture of
a figure bathed in natural light or the line and color of a delicate still life. My
photographs are a reflection of how I think, feel and see. They are about my
experiences ofbeing awoman; reflectingmy environment andmy emotions.
As an artist, I am interested in personally defining the emotional
qualities of light, color and human expression through the photographic
medium. My thesis project evolved out of a desire to understand and expand
my vision beginningwith my portraits ofwomen in interior spaces which were
produced prior to attending graduate school at RIT.
LIGHT
In my photographs, light represents an emotional force which I find
magical, mysterious, ethereal and spiritual. My eye is drawn to a lucid quality
of light which creates a mood and illuminates forms. In his book, Beauty in
Photography, Robert Adams speaks of the reason to photograph, to "give
witness to splendor to a light of overwhelming
intensity." 1 lam
intriguedwith natural light because of its ability to transform space, reveal form
and texture and accent specific areas of a subject. This lucid quality of light is
what luresme intomaking a photograph.
"Before using a camera to record light, I learned to draw by observing
light falling on a subject, revealing its form and texture. By using the technique
of chiaroscuro I was able to create depth and dimension when rendering a
portrait. Photography appealed to me because of its ability to capture light and
recall moments in time, that by hand I could not render quickly enough. I
began to use the camera as a tool to make pictures which I would then use as a
visual guide when I made a painting. In 1973, while studying the History of
Italian Renassiance Painting, I became interested in the way the Italian artists
created space with perspective through the use of architectural details such as
windows and arches. Inmy next painting, I rendered three archedwindows,
which were seen from the interior view, but revealed the mystery of the world
outside. In my thesis project,
" Repose" light from windows creates the
source of illumination formy subjects and they also reveal architectural details
of the interior space. When choosing a location in which to photograph, I look
for a beautiful and intense quality of light . The photograph,
"DARSHAN,"
reveals a woman bathed in golden light, standing next to a window trimmed
with white sheer curtains. The quality of light in this locationwas exceptional
and two interiors were made in this house while waiting for a model to show
up, "MURIEL'S
WINDOW,"
and "LIVING ROOM."
While in graduate school at RIT, I studied the work of the Pictorialist
Photographers such as Alfred Steiglitz, Edward Steichen, Heinrich Kuhn and
Baron deMeyer. The Pictorialists were concerned with translating moods and
sentiments into photographic imageswhich artistically symbolized the intangible
elements in life. With the artistic intention of creating a beautiful image and
their search for personal expression through photography, they experimented
with elaborate photographic processes. They executed images through
processes such as platinum, photogravure, gum-bichromate and the autochorme
process. 2 The still life and portraits by Baron deMeyer were particularly
inspiring, especially his use ofbacklighting. In a still-life, "SHELL
VASE," I
used backlighting from the window which was draped with sheer fabric to
soften the light. In addition, the still life
"ANTHIRUM,"
and "ASTRIA
MARIA,"
were made after studying deMeyer'swork.
In the history ofArt, the flower has been used as a symbol for death,
fertility, sexuality, purity, sorrow and grief. The symbolism of the flower is
enhanced by the quality of light present .
Symbolically, light has many meanings. The symbolism of light goes
as far back as the history ofman. The Bible identifies God, Christ, truth, virtue
and salvation with light and godlessness, sin and the Devil with darkness. 3
Photographer Harold Sund describes light as "the elusive and ethereal element
that constantly influences the worldly, fixed and visual qualities belonging to
the subject. Simply stated, the quality of light determines the value of the
subjects photographic aesthetic. The awareness and recognition of the subject
in its prime light or the ability to preconceivewhen the element of lightwill be at
its prime, determines the emotional impact of a photograph. The technical
ability to control light and the visual awareness of how light changes and in
turn can change the appearance of the subject or scene, enables the
photographer to extend his or her own visual limits." 4
COLOR
But most important ofall, without light there is no color. "Light, states
Johannes Iten in The Elements of Color, that first phenomenon of the world
reveals to us the spirit and living soul of the world through color. Color is life
and a world without color appears
dead." *
In high school art class, I was introduced to the paintings by the
Impressionist's, including Monet who painted the effects of light and color at
various times of day. In my own paintings, I used chromatic color schemes
ranging from primary colors to tints and shades of these hues. When I tookmy
first photography class in 1974, I was limited to printing black and white
photographs. Although I loved the way the camera could capture light, I felt
my photographs were incomplete without color. I began to shoot with
Kodachrome transparency film but the rich color saturation inherent to this film
did not appeal to my color sense. In 1978, after experimentation, I began to
apply oil paint directly onto the surface of the black and white photograph
which created a fusion of photographic image with painterly color. By
handcoloring the photograph, I could achieve great color control through
mixing tints and shades resulting in an extensive variety ofvalues and hues.
In 1982, when I came to Rochester to do graduate work in
photography, I had four years of experience with handcoloring photographs to
create my own photographic style. I was interested in expanding my
knowledge of photography both technically and aesthetically in the areas of
color, lighting, and camera format. During my first year of school, I shot
only color negative film and learned to make type-C color prints. I found the
color lacked dimension and the plastic surface of the paper did not appeal to me.
About this time, I began a research project on contemporary photographers and
I discovered the work of Parisian photographer Sarah Moon. Her personal
vision and use of color appealed to me. Stylistically, she photographedwomen
as I did, in natural light. I was drawn to the way she captured the beauty and
elegance ofa moment in time. Although Sarah Moon creates almost all ofher
work for commission, her work allows her the discipline and the freedom to
work with models, locations and clothing; integrating these elements to form a
unique photographic image which becomes a story inminiature. It is her style
to photograph not dresses, or the women who wear them, but to place these
women in situations invented by her and then to photograph the action that
results. What she films is not the world ofpure fashion, but a world of fiction,
created by her imagination. 6
For Moon, the technical part compliments her imagination. She deals
first with lighting, then the composition, then the expression. She uses fast
speed color film by 3M, which she pushes to create more grain and muted color
images, evocative of pointillist paintings and essentially related to the
characteristic look of an autochrome. ? Sarah Moon prefers to use natural
light, combined with tungsten instead of the commercially accepted strobe. The
low light levels usually dictates slow shutter speeds and wide open apertures
which reveal faces and soften backgrounds. 8
At the time I discovered the work ofSarahMoon, I was taking several
lighting classes. I was given the assignment to make a portrait in the studio
with tungsten light . The only requirement was to use two different colors of
light , created with the use ofgels over the lights. I photographed Susan, using
3M color film which is rated 640 ASA. Since the film is a fast speed, it would
reproduce a softer hue of color with inherent grain structure, which would
create amoody quality of color. I lit Susan's face with blue light on one side
and yellow light on the otherwhich added to the moodiness of the portrait. In
this portrait, I was able to capture Susan's mood and expression through the
choice ofa particular film as well through specific lighting.
The next process was to make a print. I chose Cibachrome paper as I
could make a direct positive print from the color transparency. I found this
process preferable to the negative process, as the slide provided a guide to
match the color in the print. Cibachrome paper has a three-dimensional quality
but the paper is extremely contrasty, especially in the shadow and highlight
areas. In order to reduce the contrast, it is necessary to make individual masks
onto black and white film which are then sandwiched to the transparency in
highlight areas. When a new print is made with the mask, the highlight area
will usually print with less contrast. Even with careful masking, I found it
difficult to print subtle details in the highlight areas. Afterworkingwith both
the type-C and the Cibachrome printing process, I felt neither color process
could surpass the beautifully crafted surface of the handcolored print which
produces a one-of-a-kind image. It is with this realization, that I chose to
return to black and white film to shoot my thesis project, and handcolor the
resulting black and white prints.
In a handcolored photograph, the translucency of paint creates a
sensous, highly tactile surface very different from that of the glossy, sealed off
color print. 9 Because handcoloring can create visual effects and transform
objects by investing them with unreal color, it is possible to express feelings
and perceptions held by the artist. 10
Prints are made onto Agfa Portriga surface 118, 16" x 20" inches in
size. Scale is very important to creating a painterly effect. The prints are first
sepia-toned, which gives the flesh tones a natural color, which I find preferable
to the black and white tones of the paper. The print is then handcolored with oil
paint in subtle colors. Through the process ofhandcoloring a print, I have the
capacity to enhance the light. In some cases, I will use a yellow colored pencil
to create an aura of light along the edge of a figure or an object. In the
photograph, "PORTRAIT OF TOM," the interior light was beginning to fade,
so I used a combination of daylight plus strobe to obtain a proper exposure.
After the print was made, I had to recreate the golden light characteristic of late
afternoon. In order to get the correct color of light in the skin tones, I had to
use a combination of flesh, white, red, sepia and green hues mixed in proper
proportion.
While working on my thesis project, I continued to research color
photography. There were several color processes which attracted me: the
autochrome process, Fresson prints and dye-transfer. While at the Albright
Knox Gallery in Buffalo, New York, I was privileged to view several dye-
transfer prints which were made directly from an original autochrome
transparencies byAlfred Steiglitz and Edward Steichen. The color in the prints
were muted, grainy and very painterly. Edward Steichen was one of the first
photographers to experiment with the Autochome process even before it was
put on the market in 1907. The Autochrome process was invented by the
Lumiere Brothers and was the first commercially viable color process available
to photographers. A glass plate was covered with minute grains of starch that
had been dyed red-orange, green and violet and were mixed together so that the
three primary colors were evenly distributed over the surface of the plate, which
was then coated with emulsion. Exposure was made through the back of the
plate and after development by the reversal process, a transparency resulted that
reproduced a full range of colors. The Pictorialist photographers were excited
by limitations of the process including granular color, fuzzy definition and low
color saturation. The found in the Autochrome ethereal qualities which lent
themselves well to the purpose of transcending the content of the photograph
itself. 11
The Fresson process is an antique four color carbon process which is
currently being used by New York photographer, Shelia Metzner. While an
art director for CBS television, she was searching for a particular color quality
for a project when she saw a reproduction of an Edward Steichen autochrome.
Since the autochrome process was no longer in use, Metzner did extensive
research until she discovered the Fresson process was still in production in
Paris. The family agreed to reproduce large Fresson color prints from her
35mm transparencies if she all of her communication was in French. The
secretive four color carbon process, called the Quadrichromie Fresson process,
coats, exposes and develops a single sheet of paper four times, through the
order of cyan, yellow, magenta and black. Metzner employs the use of an old
50mm lens on her 35mm camera because she feels it's softer image quality it
closer to her vision than that of the modem lens. Along with the softness
created by the aberration of the lines, the Fresson prints themselves appear soft
due to the light-scattering created by long exposures at wide apertures during
the printing process itself. The pictures explode into an impressionistic field of
colored dots which reinforces the quality of nostalgic color of another era. 12
Shelia Metzner's soft focus, muted Fresson prints recall the work of
Pictorialist George Seeley. Metzner demonstrates an exquisite sense ofvalue,
tone and chiaroscuro, emphasizing form and shape over detail. She is in search
of the beautiful and the visionary. With subjects such as her children, flowers
arranged in Art Deco vases, interiors and friends, she creates highly stylized
compositions. All of her photographs are set up and art directed. Both Shelia
Metner and Sarah Moon have roots in the 19th century Pictorial traditionwhich
emphasized the use of atmospheric light and concern for beauty. In their
pictorial philosophy, as well as in my own, they do not address the reality of
the ordinary world, but instead show a fondness for mood, atmosphere,
mystery and nostalgia.
HUMAN EXPRESSION
Thematically, I am drawn to photographing the figure and still life to
express my ideas in a very classical style. In 1979 I began to photograph
women in interior spaces. One year before, my mother had died. The loss of
my mother's presence in my life caused intense feelings of aloneness and
emptiness. The mystery of death and the meaning of spirituality were on my
mind. Through the experience ofphotographing other women, I was able to
utilize gesture and expression in my photographs which provided a vehicle for
expressioning my emotions. The models served as a symbolic stand-in formy
own experiences as awoman.
In 1984, When I beganmy thesis project, REPOSE, I chose a model
to work with who resembled myself, with blonde hair and blue eyes. I
photographed Sue in an old Victorian home with a soft quality of light
streaming in the windowswhich were trimmed with sheer curtains. The space
in which Sue was depicted held significant memories for me. The photographs
depict a woman alone, lost in her own thoughts, and reflect my own personal
feelings rather than those of the model. I admired the pictorialist 's use of soft
focus which was achieved by the use of old lenses with long focal lengths. I
made my photographs with a 35mm camerawith a 50mm lens and a 120 format
camera with a 150mm lens. By photographingwith large apertures and natural
light, I was able to obtain a shallow depth of field which gave the photographs a
soft feeling.
In this same space, I photographed "KITCHEN
LIGHT,"
and
"TOM'S CHAIR." Both of these photographs were made when the quality of
light was expressive and both subjects carry symbolic meaning.
The next photograph I made was a portrait,
"TOM." In creating a
portrait, a different approach is necessary. With a model, I must direct her
expression and gestures to create a mood. In making a portrait, I am interested
in breaking through the exterior facade to reveal the uniqueness of an
individual. It has been said that a portrait is a "biography of a life condensed
into one image." 13 The challenge for the photographer is to capture a unique
and special image that will represent the person in time. The magic of the
camera is that it can freeze an instant in real time unlike a painting which can
only create an illusion. It is the responsibility of the photographer to use the
camera, the film and the lighting to capture a smile, a gesture or a look that
characterizes a person's personality. I found the process ofmaking a strong,
artistic portrait to be very difficult, yet challenging to control the camera
technique, the lighting and at the same time, to relax and direct the subject.
With an emotional connection, it was difficult to break through my own
limitations ofhow the subject should be revealed.
In order to expand my understanding ofportraiture, I studied the work
of contemporary portrait photographers; Arnold Newman, Richard Avedon,
RobertMapplethorpe, Annie Liebowitz and Greg Heisler. From each of these
photographers I learned how they controlled the environment, the lighting and
the personality to create stunning, provocative portraits. I knew I lacked
confidence in directing the subject in front of the camera and I learned thatmany
of these photographers had spent a great deal of time in planning their strategy
as to how theywould approach their subject. Another consideration forme was
lighting the subject. When I began my first portraits, I often had to use slow
shutter speeds to get the proper exposure when shooting a subject indoors. To
remedy this problem, I learned to use strobe light in order to capture a person's
expression instantly on film. With this knowledge, I am now able to combine
light to achieve a beautiful quality of light under any lighting conditions.
CONCLUSION
I make photographs because I respond to subjects that have an
emotional connection forme. Mywork is intuitive yet at the same time I know
my subconscious plays its part in the image making process. In light I find
beauty, mystery , ethereal and spritual qualities which also define and describe
the subjects ofmy photographs. REPOSE best describes the state ofmind
I experience when I make photogarphs. It is a time to create and to record what
my eye sees and my heart feels.
Louis Lumiere Autochrome color transparency of Yvonne Lumiere
and her dolls. 1913
NOTES:
1. Adams, Robert, Beauty in Photography. Aperture, New York, New York.
2. Green, Jonathan, CameraWork-A Critical Anthology. Aperture,
Millerton, New York, 1973.
3. Amheim, Rudolf,Art and Visual Perception. New Version, Berkley and
Los Angeles: University ofCalifornia Press, 1974.
4. The Image Bank. Michael O'Connor, Amphoto, New York, 1983, P. 55
5. Itten, Johannes. The Elements ofColor. New York: VanNostrand
ReinholfCo., 1970.
6. TheHand Colored Photograph. Philadelphia College ofArt, April 28 -
May 19, 1979, Philadelphia, PCA, 1979.
7. Millard, Howard, "Handful ofColor," Modem Photography. 1983.
8. Moon. Sarah. ImprobableMemories. Switzerland: Matrix Publishing Co.,
1981.
9. Goldsmith, Arthur, Popular Photography. Sept. 1990, p. 133.
10. Roth, Evelyn, "Conversation with Sarah
Moon," American Photographer.
p. 103.
11. Jussim, Estelle, "Time Stands
Still," SheliaMetzner at the Clarence Engle
Gallery, Afterimage, March 1984, P. 19.
12. Kozloff, Max, "The Perceptual Fantasies of Shelia
Metzner," Close-up-
Polaroid, Vol. 13, No. 1, August 1982.
13. Newman, Arnold, One Minds Eve. New YorkGraphic Society, 1974.
BIBLIOGRAPHY
Books:
Adams, Robert, Beauty in Photography. Aperture, New York, New York.
Albers, Joseph, Interaction in Color. New Haven: Yale University Press,
1963, 1976
Arnheim, Rudolf, Art and Visual Perception. New Version, Berkley and Los
Angeles: University ofCalifornia Press, 1974.
Brandau, Robert, Baron DeMever. Alfred Knopf, New York, 1976.
Bunnell. Peter. A Photographic Vision-Pictorial Photography. 1989-1923,
Pedegrine Smith, Inc., Salt Lake City, 1980.
Cosindas, Marie,Marie Cosindas-Color Photographs. Boston: New York
Graphic Society, 1978.
Green, Jonathan. CameraWork-A Critical Anthology. Aperture,Millerton,
New York, 1973.
Homer, William, A Pictorial Heritage: The Photographs ofGertrude Kasebier.
DelawareArtMuseum, Wilmington, Delaware, 1979.
Itten, Johannes, The Elements ofColor. New York: Van Nostrand Reinhold
Company, 1970.
Kasebier, Gertrude, A Pictorial History: The Photographs ofGertrude
Kasebier.William Innes Homer, DelawareArtMuseum, 1979.
Lisle, Laurie, Portrait ofAn Artist. A Bibliography ofGeorgiaO'Keefe.
New York: Seaview Books, 1980.
Mann, Margarie. Imogen Cunningham: Photographs. Seattle: University of
Washington Press, 1974.
Meyerwitz, Joel, Cape Light, Boston: New YorkGraphic Society, 1978.
Moon, Sarah, Improbable Memories. Switzerland: Matrix Publishing
Company, 1981.
Naef, Weston, Counterparts: Form and Emotion in Photographs. New York:
MetropolitanMuseum ofArt, 1982.
Newman, Arnold, OneMinds Eve. New York Graphic Society, 1974.
O'Connor,Michael, The Image Bank. Amphoto, New York, 1983, P. 55.
O'Keefe, Georgia, Georgia O'Keefe. New York: Viking Press, 1976.
The Hand Colored Photograph. Philadelphia College ofArt, April 28-May 19,
1979, Philadelphia, PCA, 1979.
Steichen, Edward, A Life in Photography. Doubleday and Co., Garden City,
New York, 1963.
Steiglitz, Alfred, Camera Work. A Pictorial Guide. New York: Dover
Publications, Inc., 1978.
Wheelock, Arthur, K. Jr., Jan Vermeer. New York: HarryAbrams.
PERIODICALS
Anderson, Alexander, "NatureMorte, Photographs by Shelia
Metzner,"
Camera Arts. Jan.-Feb. 1981, P. 98-109.
Goldsmith, Arthur, "Autochromes Nostalgic
Charm," Popular Photography.
Sept. 1980, P. 88-95, 132-133, 190.
Jussim, Estelle, "Time Stands
Still," Shelia Metzner at the Clarence Kennedy
Gallery, CambridgeMass., Nov. 8-Dec. 22, 1983, Afterimage,
March 1984, P. 19.
Kenyon, Kathleen, ed,. "Women and Their Role Models: An Exhibition
Series," CenterOuartlerlv, Vol. 4, No. 4, Woodstock, New York:
Catskill Center for Photography, 1983.
Kozloff, Max, "The Perceptual Fantasies of Shelia Metzner," Close-Up-
Polaroid. Vol. 13, No. 1, August 1982.
Millard, Howard, "The Portrait Traditions and Transitions," Modern
Photography. August 1979. P. 70-76.
Millard, Howard, "Handful ofColor,"Modem Photography. 1983.
Rice, Shelley, "SarahMoon's ImprobableMemories," On Campus.
1984, P. 40-42.
Roth, Evelyn, "Conversation with SarahMoon," American Photographer.
May, 1983.
Thorton, Gene, "A Commerical Photographer Who Revels in
Dreams," New
York Times. March 20, 1983.
VogueMagazine.March 1984, Fashion by SheliaMetzner, P. 475-477.

"SUE BY WINDOW,"
1984
n
"DARSHAN," 1984
"IV
mmumm
"SUE BY MIRROR"
1984
n
"MURIEL'S WINDOW"
1984
o
_- - armsi
"KITCHEN LIGHT"
1984
O
"SUE WITH BRUSH"
1984
"LIVING ROOM,"
1984
O
'TOM" 1984 "TOM'S CHAIR,"
1984
